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FIGURE 1 

(facing page): 
Bouquet de la 
Dauphine. Vincennes 
soft-paste porcelain 
with gilt-bronze 
mounts, porcelain 
flowers on metal stems 
with copper leaves in 
natural colors.1748. 
H. ca. 115 cm. 
Staatliche 
Kunstsammlungen 
Dresden. 
Porzellansammlung, 
PE. # 707 (Photo: 


Jürgen Karpinski) 


he first sentences of Geoffrey de Bellaigue’s 1987 book on Sévres porcelain, co-authored 

with the late Svend Eriksen, acknowledge the influence of Meissen porcelain on the 
Vincennes porcelain manufactory. The first line of the Foreword reads: “The history of European 
porcelain-making has been dominated by two great factories — the electoral Saxon factory at 
Meissen and the royal French manufacture first at Vincennes and then at Sèvres, [...] Meissen, 
the earliest European factory to discover the secret of hard-paste porcelain, set the fashion 
from its inception until the middle years of the eighteenth century, but Sévres gained the 
ascendancy thereafter by the richness of its coloured grounds, the quality of its individual 
painters, and the lavish opulence of its gilt decoration.” 

The subject of this paper is the Vincennes Bouquet de la Dauphine. as it is sometimes called 
in the literature (Fig.l). A gift to Augustus III in 1749 from his seventeen-year-old daughter, 
Marie-Joséphe, who married the heir to the French throne in 1747, it is one of the highlights 
of the Porcelain Collection in Dresden and an icon in the French porcelain world. Ulrich 
Pietsch, Director of the Porcelain Collection, once referred to it as their “Sistine Madonna’, 
a reference to the famous Raphael altarpiece acquired by Augustus II] in 1754.” While a 
flattering comparison and a tribute the French Porcelain Society would embrace and applaud, 
the Bouquet de la Dauphine has never had the star treatment it deserves and is left to speak 
for itself and fend for itself in an environment where Meissen reigns. Indeed, in 1834, when 
the first catalogue of the Porcelain Collection was published, the Bouquet was classified as 
Meissen porcelain and attributed to Johann Joachim Kaendler.* 

Through the eyes of a Meissen specialist, the Bouquet de la Dauphine embodies a pivotal 
moment in the relationship between the Vincennes and Meissen porcelain manufactories and 
is worthy of serious investigation by specialists on both sides of the aisle. Here we have an 
object that is at once a response to Meissen, a challenge to Meissen and a threat to Meissen, 
arriving in Dresden at the moment when Meissen production was at its finest. The reason for 
the gift is undetermined, and almost nothing is known about its manufacture and delivery. 
An amazing gesture of love and respect from the Dauphine to her father, was this perpetual 
bouquet conceived as a representational object, full of meaning and intent? Or was it simply a 
beautiful object for a distinguished royal collector? Or was it a form of tribute from one royal 
manufactory to another and a response to the multiple Meissen gifts sent to the French court 
following the wedding of the Dauphine? 

The Bouquet de la Dauphine was produced in 1748 and sent to Dresden in January 1749. It 
would seem to have been similar in appearance to the mounted Vincennes bouquet presented to 
the French Queen, Marie Leezinska in April 1748, which is lost but is known through the writings 
of the duc de Luynes.” Indeed, the survival of the Bouquet de la Dauphine is rather a miracle, 
given the fact that it survived the Seven Years War and the bombing of Dresden in World War 
I]. The model for the vase is attributed to Jean-Claude Duplessis, as are the gilt bronze mounts, 
which are stamped with the crowned ‘C’ mark. According to Rosalind Savill, Duplessis’ first 
recorded work for the manufactory was a gilt-bronze stand for a bouquet of porcelain flowers 
for which he was paid 1455 livres in August 1748; as the payment is ‘pour la terrasse et dorure 
du bouquet du Roy’, could this be a reference to the stand for the Bouquet sent to Dresden soon 
after?” It would not be surprising to find the influence of Francois Boucher or François Cuvillier 
or Luigi Valadier in the design of the mounts, though the trophy of musical instruments may be 


a compositional element drawn from another artist’s work, such as Gabriel Huquier. 
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FIGURE 2: 

Figure with viola 
(representing Music?), 
at the base 

of the Bouquet, 
soft-paste porcelain, 


Vincennes, 1748. 


FIGURE 3: 

Figure with lyre 
(representing Poetry?), 
al the base 

of the Bouquet, 
soft-paste porcelain, 


Vincennes, 1748. 





The two seated female figures at the 
base of the vase belong to the Vincennes 
series of the Figures des Arts first mentioned 
by Lazare Duvaux in late 1748 (Figs 2 and 
3). Though the figures may have their 
roots in the work of Boucher, it is here that 
one begins to see the influence of Meissen 
porcelain as well. In the context of the 
Bouquet de la Dauphine, it is not clear 
if the figures represent two of the Nine 
Muses or are they simply representations 
of Music and Poetry without any names 
attached? The figure with the viola, on the 
left, is nearly the same as the model in the 
British Museum, and Aileen Dawson has 
drawn our altention to the correspondence 
between the Vincennes model (Fig. 4) 
and a Meissen figure of Poetry in the von 
Klemperer collection.” She notes as well 
that the bases on the Vincennes figures 
are fairly crude because they were meant 
Lo be mounted. The figure with the lyre on 
the right of the vase is also a variation of a 
Vincennes figure in the British Museum, 
though the one in London has a globe and 
the emblem of the sun, which represents 
Truth (Fig.5). The British Museum figure 
may represent Astronomy or Astrology 
and has been linked by Aileen Dawson 
and others to the Meissen figure of Urania 
from the series of the Muses produced in 
1744-45 for Frederick the Great. 

Both of these figures have in turn been 
linked to Bernini's figure of Truth in the 
Palazzo Borghese in Rome, which was 
engraved by Jean-Baptiste de Poilly and 
published in Rome in 1704 by Domenico 
de Rossi, in a large book with 163 plates 
of the most important Antique and modern 


sculptures located in Rome and Florence. 


Titled Raccolta di statue antiche e moderne, it appears as plate CXLI with the inscription 
Statua della Verita del Cavalier Gio. Lorenzo Bernino nel Palazzo Bernino [sic] (Fig. 6).° 
Included in the book are the series of Muses produced for Queen Christina of Sweden, which 


are not comparable to anything produced at Meissen or at Vincennes; indeed, none of the 
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other engravings in the book compare to any figure production at these two factories, so one 
wonders if the single de Poilly/de Rossi print from this book, which seems to be the only known 
engraving of the Bernini figure of Truth, could really have been known or used al Meissen and 
Vincennes, though there is always the chance il could have been published and sold separately." 
In any case, it is more likely that the Meissen figure of Urania was the direct source for the 
Vineennes model of Urania, and by extension, 
for the figure of Poetry, if she is that, in the 
Bouquet de la Dauphine. 

The Meissen models of the Muses are not 
easily located today, but in 1745 nearly 190 
figures in white Meissen porcelain were sent to 
the Russian Empress, Elisabeth (ruled 1741- 
1761), together with the dessert service known 
as the St. Andrew Service, and several of the 
figures survive in the Hermitage Museum, 
St. Petersburg today (Figs. 7-9 and see 
Appendix).'' On the marriage of Marie- 
Joséphe to the Dauphin in January 1747, three 
related desserl services were sent to France, 


for the King, for the due d’Argenson and for 





the due de Richelieu, and each of these was sente 
. i . . SYATVA DELLA VERITA DEL CAVALIER CIO LORENZO BERNINO 
accompanied by white porcelain figures which Nel Palazzo Bernino 
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were comparable if not identical to the figures 
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FIGURE 4 (far left): 
Figure representing 
Music, soft-paste 
porcelain, Vincennes, 
c. 1748. 

H. 19.8 cm. 

The British Museum, 
1937,11-17,1 


FIGURE 5 (left): 
Figure representing 
Astronomy or 
Astrology, soft-paste 
porcelain, Vincennes, 
c. 1748. 

H. 21.7 em. 

The British Museum, 
1938.2-17,] 


FIGURE 6: 
Jean-Baptiste de 
Poilly, “Statua della 
Verita del Cavalier 
Gio. Lorenzo Bernino 
nel Palazzo Bernino’ 
plate CXLIT from the 
Raccolla di statue 
antiche e moderne 
(Rome: D. & G. 

de Rossi, 1704). 
Engraving. New York 
Public Library, Stuart 
Collection 569 





FIGURE 7: 

Four figures from the 
St. Andrew Service, 
hard-paste porcelain, 
Meissen, c. 1744. 

H. 27 em. 

Russian State 
Hermitage Museum 


FIGURE 8: 

Two exolic figures with 
basketweave covered 
bowls. from the 

St. Andrew Service, 
hard-paste porcelain, 
Meissen ,c. 1744, 

H. 19.8 em. 

Russian State 
Hermitage Museum 
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sent to St. Petersburg." The impact of these deliveries of Meissen porcelain to France was 


apparently enormous, because the models for the figures, the vases and the tablewares were 
quickly adopted by the Vincennes porcelain manufactory." 

Late in 1747 the Dauphine received a gift of porcelains with Meissen’s famous copper- 
green monochrome ground, which seems to have been reserved exclusively for members of the 
Saxon royal family. These were displayed in her rooms, already fashionably painted in green 
vernis Martin: ‘Les porcelaines sont regardées comme un chef-d'oeuvre de notre manufacture 
et servent à décorer les cheminées dans les superbes cabinets de Monseigneur le Dauphin 
et de Madame la Dauphine. [...] Par un effet du hazard il semble que ces porcelaines aient 
été faites exprès pour les susdits cabinets dont la boiserie est d’un vernis vert semblable à la 
couleur des tableaux qu’on a peints sur les vases et etuis de pendules." Upon seeing these 
porcelains in December 1747, Maurice de Saxe remarked upon the novelty of the palette, which 
must have been widely admired because it was quickly copied at Vincennes and elsewhere 
(Fig. 10).!° At Vincennes and in the textile industry in Paris, the colour became known as 
“vert de Saxe”. " 

It could be argued that the allegorical figures in Meissen porcelain from one of the dessert 
services sent to France not only influenced the Vincennes manufactory to produce a series of 
Muses, but the Meissen figures may themselves have been used as models for the Vincennes 
figures. The dessert service for the duc d’Argenson was also accompanied by a series of large 
white Meissen vases encrusted with flowers, similar to the garniture of large vases sent to the 
Empress of Russia, and so it is possible to suggest that the vase Duplessis is likewise a response 
to its Meissen precursors (Fig. 11). 


The idea of mounting these objects together, with a bouquet of porcelain flowers. was of course 
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FIGURE 9: 


Three figures from the 


St. Andrew Service, 
hard-paste porcelain, 
Meissen, c. 1744. 
Russian State 
Hermitage Museum 


=] 


a wholly French idea. That said, in 
1767 and 1768, several mounted 
porcelain flowers were produced at 
Meissen and were signed and painted 
by Friedrich Pitterlin, though whether 
they were replacement stems for flowers 
that were lost or broken, or merely 
experimental pieces, is not known 


FIGURE 10: 


Cup and saucer, 


(Figs. 12a,b).® The Vincennes flowers 


| were modelled after live specimens 
soft-paste porcelain, 


Viviseaived, CITES. and looking closely at the flowers, 





Private Collection it is possible to identify most of the 


FIGURE 11: 

Apollo vase from the 
garniture of the Planets 
sent to the Empress of 
Russia in 1745. 
Hard-paste porcelain, 
Meissen, 1744-45. 

H. 68 em. 


Russian State 





Hermitage Museum 
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specimens. They seem to span the Spring and 
Summer months, from the columbines, lilacs, 
primroses and narcissus of springtime to the 
dianthus and roses, the cornflowers, marigolds 
and hollyhocks of the full-blown summer, so the 
bouquet does not per se represent one particular 
month or season (Figs. 13 and 14). Whether the 
composition and appearance of the bouquet 
derives from a live composition of greenhouse 
flowers or from a painted or engraved still-life 
is not really clear (Fig. 15).° 

Several of the flowers, notably the white 
flowers, and especially the lilies at the top of 
the bouquet, are associated with love, purity, 
virginity, or with the Virgin Mary, while the 
blue flowers are associated with Mary or with 
Christ, and the rose, the Queen of the flowers, 
is a reference to the blood of Christ and to 
love. Whether there is a hidden meaning to 
the bouquet, or to the assemblage as a whole, 
is a mystery. Maria Josepha and her daughter, 
Marie-Josèphe, were devout Catholics, and the 
Polish Queen surrounded herself with paintings 
that depicted the Holy Family, that is, Mary 
and Joseph with the child Jesus. Gregor Weber 
has suggested that her devotion to the Holy 
Family was due to her Christian name, Maria 
Josepha, which is the combination of Mary and 
Joseph.” In this light, it is entirely possible that 


her daughter requested a mounted floral bouquet 
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FIGURE 12a: 
Porcelain flower 
painted by Friedrich 
Pitterlin. Meissen, 
1767. 

Staatliche 
Kunstsammlungen 
Dresden, 
Porzellansammlung, 


PE 7823 


FIGURE 12b: 


Detail signalure. 


FIGURE 13: 
Detail, Bouquet de la 


Dauphine (see Figure 1). 
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that was designed with a special meaning in 
the choice of flowers and in the composition 
of flowers and figures, On another level, the 
white lilies may be a reference to the Fleur 
de Lys on the Bourbon coat of arms, though 
that seems debatable, as the term Lys is 
often mistakenly taken 10 mean ‘lily’ when 
it actually refers to a white iris, the stylized 
blossom on the French coat-of-arms. 
According to the due de Luynes, Orry de 
Fulvy personally brought the Bouquet to the 
Dauphine just after New Year’s Day, 1749, 
for her inspection before it was shipped.” 
Transported to Dresden by two porters who 
received five livres per day, their journey 
must have taken a month. Alas, the actual 


on arrival of the Bouquet de la Dauphine is 
FIGURE 14: 


Weini Bonger delo undocumented, and we have no idea who 





Dauphine (see Figure 1). presented il to the King. We do know that 
it was in the King’s apartments in April 1749, according to a report by the French ambassador 
to Dresden, des Issarts, who wrote ‘Sa Majesté Polonoise a eu la bonté de me mener seul 
avec elle dans son cabinet pour me montrer le pot de fleurs de porcelaine de Vincennes, que 
Madame la Dauphine luy a envoié, qui est admirable, et qui est trouvé tel icy.?? Augustus 
[IT must have received this gift with mixed emotions, as there is nothing recorded about its 
reception in Court documents and it quickly disappears from view. The occasion for the 
a 2 ae Se a, ii | ee gift is also unknown, though the King, the 
; | | S Queen and the Dauphine all celebrated their 
‘naming days’ (Saints Birthdays) in March. 
That the King kept the piece in his private 
apartments suggests il was highly valued for 
ils personal association with his daughter, 
though this location also kept it conveniently 
out of view from the Court at large. 

In 1750, the Polish King responded 
to the gift of the Bouquet de la Dauphine 
by sending an even more elaborate gift in 
return: a Meissen Triad, that is, a pier mirror 
and table with guéridons that was personally 


| accompanied to Paris by the modeler Johann 
FIGURE 15: 
A floral still-life 


after Monnoyer, an 


Joachim Kaendler and the manufactory’s 


director, Georg Michael Helbig.” The 
engraving belonging occasion for the gift would seem to have 
to the historical print 


ohana Sn been the birth of the Dauphine’s first child, 
collection in the Sèvres 





archives. Marie-Zéphyrine, who was born on 26 
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August 1750, though this is not reflected in the documents (Fig. 16).” Like the Bouquet de la 
Dauphine, the piece was destined for the recipient's private apartments, but it was 100 large to 
fit, so it was initially exhibited in the Salon de la Guerre, where il was remarked upon by the 
due de Luynes, who compared it to the most finely carved white boiserie.” The Saxon minister 
to France, Count von Loss, wrote of its somewhat critical reception, though he reported that 
the French King, Louis XV, pronounced it ‘la derniere beauté,.’”° 

It seems that the Meissen Triad quickly and quietly disappeared from view, and all traces 
of the object have been lost, with the exception of two of the figures from the frame.” A poor 
quality photograph exists of a copy of the mirror and console table executed for the 1900 
Paris Exposition that is likewise lost (Fig. 17). Nonetheless, it is possible to discern from the 
copy, that the Meissen ensemble was thematically and artistically linked to the Bouquet de 
la Dauphine, in the incorporation of female figures of the muses and flowers into a rococo 
framework. Meissen had set the standard for the use of European porcelain for diplomatic 
gifts, and these typically took the form of vases, snuffboxes, or dessert services with figures. 
The mirror sent to Paris was a response to a challenge, and who knows where this might have 
led, without the setbacks of the Seven Years War. 

Back in Dresden, the Bouguet de la Dauphine is next documented in 1759, during the Seven 
Years War, when it was temporarily moved from the Japanese Palace to the Dresden Schloss for 
safe-keeping, along with a broad range of fragile furnishings, including hundreds of mirrors, 
lacquered furniture and Oriental lacquer, mounted Oriental porcelains, marble table tops, and 
the featherwork tapestries. Interesting to note is that it was clearly recognized to be French 
porcelain, and had a special mirrored display case: ‘Ein Blumen Buquet, von Franzôlaischen 
Porcell. mit einen Metall vergoldeten Fuße, benebst den darzu gehörigen Schrancke, worinnen 
18. Spiegel Scheiben, inwendig aber ein Spiegel, von 2. E. 3. Zoll hoch, 1 E. 3. Zoll breit’ 
The move was authorized by the Crown Prince, who remained in Dresden while his father took 


refuge in Warsaw. The order for the removal of the Bouquet indicates that by 1759 it was in the 
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FIGURE 16: 

The architect 
“Puysieux fils” 

(Jean Puisieux?) and 
the “Illuminateur 
ordinaire” Pochet (or 
Pochette), Design for 
the illumination for 
the residence of the 
Saxon ambassador Lo 
Paris. Count von Loss, 
celebrating the birth 
of the Dauphine’s first 
child. Sächsisches 
Hauptstaalsarchiv 
Dresden, Geheimes 
Kabinett, Loc. 2739, 
vol. XVII, Des Staats: 
Ministers Johann 
Adolph Grafens von 
Loß Abschickung 

an den Königlich: 
Französsischen Hof [...] 
Anno 1750, fol. 429. 


LI 








Japanese Palace, and had been moved there some time 
after April 1749. The great porcelain collection amassed 
by Augustus the Strong was by 1749 in storage in the 
basement of the Japanese Palace while the main rooms 
of the palace were put to other uses. This means the 
Bouquet de la Dauphine was situated there as well and 
remained in storage-type conditions until 1834, when 
the collection was organised and opened to the public 
as a museum under the direction of Gustav Klemm, the 
first Director of the Porcelain Collection, who published 
the first official guidebook to the collection in 1834. As 
was mentioned earlier, the first guidebook published 
the piece as a work of Johann Joachim Kaendler and 
this attribution was retained for the second edition 
published in 1841, which shows how misunderstood 
this object was in the context of the Japanese Palace 
and its historical collections.” 

In 1875, when the Bouquet was moved with the rest 
of the porcelain collection to the Johanneum building, 
its heritage was recognized and restored.” It seems to 
have remained there until World War I at least and after 
the war, it was installed with the Porcelain Collection 
in the Zwinger, where it remains today.” One of only 
a handful of pieces of French porcelain on exhibition 
in the Porcelain Collection, it sits in the sky-lit central 
gallery surrounded by Meissen masterworks. It would 


be marvelous if it could return to the Dresden Schloss 





where it was first exhibited in 1749, as the centerpiece 


FIGURE 17: of an exhibition devoted to this pivotal object. Like the Sistine Madonna, it deserves royal 
Mirror and table of f 
; i treatment. 
Meissen porcelain, 
copy of the 1750 gift 
for the Dauphine. Maureen Cassidy-Geiger 
manufactured for the ; 4 ; s 
; mi Curator, The Arnhold Collection, Dresden/New York 
1900 Paris Exposition. 
Present whereabouts 
unknown, 
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APPENDIX 


Four lists of white Meissen figures sent with “table services”, to Russia in 1745 and to France in 1747. Column 


headings and remarks are by the author and appear in bold print or in parenthesis or brackets; the authors English 


translations follow the German or French listings. 


1745 ‘St. Andrew’ 
Service for Empress 
Elisabeth of Russia” 


(listing in German, 


document dated 4 June 


1745) 


[surviving pieces are in 
while”| 


[184 Figures for the 
table | 


98 Stück große Figuren als: 
58 large figures as follows: 

10 Gruppen mit Bäumen, die 
Musen 

10 Groups of the Muses with trees 
45 Ovidische Figuren 

45 Mythological Figures 

1 detto von 3 Figuren 


l of the same subject, with three 
figures 


1 Bauer mit Hühnersteig 
1 Farmer with Henhouse 


l Frau mit Korb 

1 Woman with basket 

72 Stiick diverse kleine 
Figuren, als: 


72 different sorts of small figures, 
as folloews: 

20 Stiick mit Muscheln 

20 figures with shells 

l Spanier 

1 Spaniard? 

l Frau 

| [Spanish] woman 

6 Schafer und Schäferinnen 
6 shepherds and shepherdesses 
4 Tiirken und Chinesen- 
Weiber 

4 Turkish and Chinese women 
4 Jahrezeiten 

4 Seasons 

2 teatralische Figuren 

2 actors 








1747 comte d’Argenson 
Service” 

(undated listing in 
German) 


“An Weissen” 


[106 Figures for the 


table] 


2. grosse Bachus Figuren 11. 
Zoll 


2 large Bacchus ligures, 11 inches 


16. Ovidische Figuren auf 
hohen Postaments 14. Zoll 
16 Mythological Figures on 
pedestals, 14 inches 


4, kleine Groupgen ein Frauen 
Zimmer aufn Stühl und petit 


Maitre 
4 small groups representing a 
seated Woman with her charge 


2. Pantallons Groupgen 
2 small Pantalone groups 


2. stehende grosse Harlequins 
Groupgen 
2 large standing Harlequin groups 


l. grossen stehenden Bettler 
1 large Begger 


1. Bettel Frau dazu 
1 female Begger 


4. Figuren die 4. Theils der 
Welt vorstellend 
4. Figures of the 4 Continents 


2. Bauer Figuren mit den 
Hiinersteige 
2 Farmers with Henhouses 


4. Harlequins 
4 Harlequins 


2. Colporteurs 
2 Streetcriers 








1747 comte d’Argenson 
Service” 
(the same service, listed 


in French, the document 


dated 10 Jan. 1747) 


“rout en blanc” 


[122 Figures for the 
table] 


2. grandes figures 
2 large Figures 


16. figures d’Ovide sur 


postament 
16 Mythological Figures 


4, grouppes d’Amor 


4 groups of Lovers 


2, grouppes grandes 
représentant une Dame avec le 
pelil maitre 

2 large groups representing a 
Woman with her charge 


2. Ditto un paysan avec la 
Cuisinniere 

2 ditto (groups) of a peasant with 
the cook 


2, Ditto un pantallon avec la 
femme 
2 ditto(groups) of a Pantalone with 


a woman 


2. Ditto grandes en Harlequin 


2 ditto (groups) of large Harlequins 


l. grande figure 


1 large Figure 


l. do. femme 
1 ditto (large Figure) female 


4. figures representant les 


quatres parties du monde 
4 figures of the Continents 


1. Paysan 


| Peasant 
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1747 Louis XV 
Service” 
(listing in French, undated 


[June 1747]) 


presumably white 


[92 + Figures for the 
table] 


4. belles et grandes Figures 
debout d'environ 10. à 11. 
pouces de haut de France des 
grandes Saisons où Cinq Sens 
de nature 

4 pretty and large Figures around 
10-11 French inches, the Seasons 
or the Five Senses 


4. Groupes par 2 avec arbres 
ou d’un autre gout joli 
d'environs 9 à 10 pouces 

4 Groups of two of another nice style 
with trees, around 9-10 inches 


4. Groupes en Laida, ou autres 
joli aprochant la meme hauteur 
4 Groups of Laida, or another 
pretty type, of the same size 


12 Jolie figures par 2 ou 4 par 
regard de 6 à 7 pouces haut 
de France 

12 pretty figures in pairs or 
quadrilles, of 6-7 inches 


12 dites, un peu plus petites 
12 of the same, a little smaller 


12 dites, plus petites 


12 of the same, smaller 


12 dites, plus petites 
12 of the same, smaller 


2 ou 4 chasseurs les plus 
pelits que l’on puisse faire et 
leurs chasseuses 

2 or 4 very small hunters and 
huntresses 
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l Sackpfeiffer 

l bagpiper 

2 Fischer und Fischerinnen 
2 fishermen and lisherwomen 
2 Tiroler und Tirolerinnen 
2 men and women in Tyrolean 
costume 

| Figur mit Pandour 

| figure with ‘pandour 

2 Madchen mit Flaut de 
travers 

2 girls with flutes 

8 Goller-figuren 

8 gods 

2 Jäger 

2 hunters 

2 ovidische kleine Figuren 
2 small mythological figures 

2 Figuren mit Mops 

2 figures with pugs 

6 ovidische Figuren 

6 mythological figures 

6 teatralische Figuren 

6 actors 

16 Stück Figuren als: 

16 figures as follows: 

2 ovidische, ohne Postament 
2 mythological figures without 
pedestals 

8 Mohren mit Körben 

8 Moors with baskets 

2 ovidische sitzend 

2 seated mythological figures 
2 Gäriner und Gärtnerinnen 
2 male and female gardeners 
2 Gruppen mit Vogelbauer 
2 groups with birdcages 

8 Stück kleine Adler 


8 small eagles 


[...] 6 weiße Brustfiguren 

6 white busts 

2 weil und rote Fischer und 
Fischerinnen 

2 white and red fishermen and 
fisherwomen 

2 Tiroler und Tirolerinnen 

2 men and women in ‘Tyrolean 
costume 

2 Stück weiß und rote Jager 
und Jägerinnen 

2 white hunters and huntresses 
2 Figuren mit musikalischen 
Instrumenten 


2 figures with musical instruments 


24 teatralische Figuren 
24 actors and actresses 


14 


2. Holländische Figuren 
2 Dutch types 


12. Theatras. Figuren 
12 Actors 


6. Mars, Palas und Mercurios 
Figuren 

6 Figures of Mars, Athena and 
Mercury 


8. Apollo und Hercules 
8 Figures of Apollo and Hercules 


4. kleine JahresZeiten stehend 
4 small standing Figures of the 
Seasons 


4. Do. Sitzend 
4 ditto (figures of the Seasons) 


sitting 


4, Holtz-spalter 
4 Woodeutters 


4. Mohren 


4 Moorish Figures 


6. Türken mit Pandour 
6 Turkish figures with ‘pandours’ 


4. Schärffer 
4 Shepherds 


4. Falconiers und Jäger 
4. Falconers and Hunters 


8. kleine Figuren mit Muschen 
aufn. Kopff 

8 small Figures with Shells on their 
Heads 


[Small vases for the 
table] 


23. Kleine Blumen Töpfgen 
godr. Mit Delphin Henckel 
23 small Flower pots with dolphin 
handles 


18. Do. Mittlere item 
18 ditto, middle-sized 


| 1. Paysanne 
1 Female peasant 


4. harlequins 
4 Harlequins 


2. Colporteurs 
2 Streelcriers 


2. paysans hollandaise 
2 Dutch types 


12. figures de theater 
12 Actors 


6. Mars, Pallas et Mercures 
6 Figures of Mars, Athena and 
Mercury 


8. Appollo et Hercules 


8 Figures of Apollo and Hercules 


8. Saisons petites 
8 small Figures of the Seasons 


4. ditto assises 
4 of the same, sitting 


4, Coupeurs de bois 
4 Woodcutters 


4. Maures 
4 Moorish Figures 


| 6. Turcs 
6 Turks 


4. Polonois 
4 Polish Figures 


4. Turcs 
4 Turkish Figures 





4. Bergeres 
4 Shepherds 


4. Chasseurs et faleonniers 
[sic; ie. fauconniers| 
4 Hunters and Faleoners 


8. figures une coquille sur 
la tete 
8 Figures with Shells on their 
Heads 


[Small vases for the 


table] 


42. pots à fleurs, savoir 24. 
petites, 18. plus grandes 
42 flower pots, 24 small and 18 
larger 


le petit cerfs de bout 
little standing stags 


6. petits Sangliers 
6 little boars 


12. petits chiens de bout de 
diverse grosseur pour la chasse 
12 little standing dogs, in various 
sizes, for the hunt 


12. tres petits moulons 
couches et debout pour une 
bergerie 

12 very little resting and standing 


sheep for a bergerie 


[no vases listed] 
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1 Sackpfeiffer 

l bagpiper 

2 Fischer und Fischerinnen 
2 fishermen and Fisherwomen 
2 Tiroler und Tirolerinnen 


2 men and women in Tyrolean 
costume 


1 Figur mit Pandour 

| figure with ‘pandour” 

2 Mädchen mit Flaut de 
lravers 

2 girls with flutes 

8 Gôütter-figuren 

8 gods 

2 Jäger 

2 hunters 

2 ovidische kleine Figuren 
2 small mythological figures 
2 Figuren mit Mops 

2 figures with pugs 

6 ovidische Figuren 

6 mythological figures 

6 teatralische Figuren 

6 actors 

16 Stück Figuren als: 

16 figures as follows: 

2 ovidische, ohne Postament 
2 mythological figures without 


pedestals 


8 Mohren mit Kérben 

8 Moors with baskets 

2 ovidische sitzend 

2 seated mythological figures 

2 Gärtner und Girtnerinnen 
2 male and female gardeners 

2 Gruppen mit Vogelbauer 
2 groups with hirdeages 

8 Stück kleine Adler 

8 small eagles 

[...] 6 weiße Brustfiguren 

6 white busts 

2 weil} und rote Fischer und 


Fischerinnen 
2 white and red fishermen and 
fisherwomen 


2 Tiroler und Tirolerinnen 

2 men and women in Tyrolean 
costume 

2 Stück weih und rote Jäger 
und Jägerinnen 

2 white hunters and huntresses 
2 Figuren mit musikalischen 
Instrumenten 

2 figures with musical instruments 
24 teatralische Figuren 

24 actors and actresses 


14 





2. Holländische Figuren 
2 Dutch types 


12. Theatras. Figuren 
12 Actors 


6. Mars, Palas und Vercurios 
Figuren 

6 Figures of Mars, Athena and 
Mercury 


8. Apollo und Hercules 
8 Figures of Apollo and Hercules 


4. kleine JahresZeiten stehend 
4 small standing Figures of the 
Seasons 


4. Do. Sitzend 
4 ditto (figures of the Seasons) 
sitting 


4. Holtz-spalter 
4 Woodeutters 


4. Mohren 


4 Moorish Figures 


6. Türken mit Pandour 
6 Turkish figures with ‘pandours’ 


4. Scharffer 
4 Shepherds 


4. Falconiers und Jager 
4 Falconers and Hunters 


8. kleine Figuren mit Muschen 


aufn. Kopff 
8 small Figures with Shells on their 
Heads 


[Small vases for the 
table] 


23. Kleine Blumen Tépfgen 
godr Mit Delphin Henckel 
23 small Flower pots with-dolphin 
handles 


18. Do. Mittlere item 
18 ditto, middle-sized 











1. Paysanne 
1 l'emale peasant 


4, harlequins 
4 Harlequins 


2. Colporteurs 
2 Streeteriers 


2. paysans hollandaise 
2 Dutch types 


12. figures de theater 
12 Actors 


6. Mars, Pallas et Mercures 
6 Figures of Mars, Athena and 
Mercury 


8. Appollo et Hercules 


8 Figures of Apollo and Hercules 


8. Saisons petites 
8 small Figures of the Seasons 


4. ditto assises 
4 of the same, sitting 


4. Coupeurs de bois 
4 Woodeutters 


4. Maures 
4 Moorish Figures 


6. Tures 
6 Turks 


4. Polonois 
4 Polish Figures 


4. Tures 
4 Turkish Figures 


4. Bergeres 
4 Shepherds 


4, Chasseurs et faleonniers 
[sic; ie. fauconniers| 
4. Hunters and Faleoners 


8. figures une coquille sur 
la tete 
8 l'igures with Shells on their 
Heads 


[Small vases for the 


table] 


42. pots a fleurs, savoir 24. 
petites, 18. plus grandes 
42 flower pots, 24 small and 18 
larger 


le petit cerfs de bout 
little standing stags 


6. petits Sangliers 
6 little boars 


12. petits chiens de bout de 
diverse grosseur pour la chasse 
12 little standing dogs, in various 
sizes, for the hunt 


12. tres petits moutons 
couches et debout pour une 
bergerie 

12 very little resting and standing 
sheep for a bergerie 


[no vases listed] 
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[Small vases for the 
table] 


30 Stück wei und rote 
Blumkrügel 


30 red and white flower vases 


30 detto 
30 ditto 


24 weiBe detto, geformt mit 2. 
Henkeln 
24 white ditto with 2 handles 


6 weiße detto, statt der Henkel 
Bockgesichte 


6 white ditto, in place of the 


handles, goats-heads 


NOTES 





lam very grateful to Anette Loesch, Senior Curator of the Porcelain Collection in Dresden, who allowed me to closely 


examine and photograph the Bouquet de la Dauphine in June 2005. 
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Svend Eriksen and Geoffrey de Bellaigue, Sèvres Porcelain. Vincennes and Sèvres 1740-1800 (London: Faber 
& Faber, 1987), p- 9. 

Ulrich Pietsch, in a conversation with the author in Dresden in 2005. 

Gustav Klemm, Die Königlich Sächsische Porzellan-Sammlung (Dresden, 1834), p- 79 ff. 

For background, see Tamara Préaud and Antoine d’Albis, La Porcelaine de Vincennes ((Paris, 1991), pp. 29-30 
and nr. 66, p. 134; Erikson and de Bellaigue (see nole 1), pp. 62-63; Anette Loesch, Die Napoleonische Schenkung 
1809. Französisches Porzellan in Dresden (exh. Dresden 1992-1993; publ. Dresden 1992), eat. 49, pp. 50-51. I 
thank Samuel Wittwer for the reference to Friederike Wappenschmidl, “Inspiration durch Koneurrenz. Blumen 
aus der Porzellanmanufaktur in Vincennes”, Weltkunst, 21, Nov. 1997, 2334-2335. See as well Tamara Préaud 
and Antoine d’Albis, ‘Bouquets de Sèvres’, Connaissance des Arts, No. 479, Jan. 1992, pp. 1-9. 

‘M. de Fulvy qui est chargé de la manufacture de porcelaine de Vincennes, a fait apporter aujourd’hui à la reine 
un vase de porcelaine dont la compagnie de cette manufacture fait present à Sa Majesté. Le vase est accompagné 
de trois petites figures blanches; le tout monté sur un pied de bronze doré. Dans le vase, il y a un bouquet de 
fleurs naturelles, aussi de porcelaine. M. de Fulvy nous a dit qu’il y avait 480 fleurs dans ce bouquet. Le pied, 
le vase et le bouquet peuvent avoir environ 3 pieds de haut. La monture seule en bronze doré coûte 100 louis; 
la porcelaine coûte à peu près autant; c'est un ouvrage parfail dans son genre, tant pour le blanc que pour 
l'exécution des petites figures et des fleurs. Cette manufacture surpasse actuellement celle de Saxe pour les 
fleurs? From the memairs of the due de Luynes, 13 April 1748, quoted by Préaud and d’Albis (note 4). 
Rosalind Savill, The Wallace Collection. Catalogue of Sévres Porcelain (London: Wallace Collection, 1988), 
LL, pp. 977-979. 

See Préaud and d’Albis (see note 4), cat. 93, pp. 143-144 

Aileen Dawson, A catalogue of French Porcelain in the British Museum (London: British Museum, 1994), cats. 
80 and 81, pp. 86-88. 

The author consulted the volume in the Stuart Collection (#569) at the New York Publie Library, with the kind 
assistance of Stewart Bodner of the Rare Books room. According to Andreas Pischel, the Kupferstich-Kabinet! 
in Dresden has a copy of this book. Francesea Consagra, St. Louis Art Museum, kindly checked the Domenico 
Rossi sale catalogues dated 1700, 1705 and 1714 and did not find this title listed. This particular Bernini 
sculpture does not seem to have been engraved by other artists. 

Following the lecture, Errol Manners informed me that Skinner's auction house was selling an individual sheet 
with this image on 1 October 2005, which was illustrated in their sale catalogue in lot 265, p. 39; this sheet has 
the plate number CXLIL however, indicating it derives from de Rossi’s publication. 

The figures are noted by Lydia Liackhova, in her discussion of the St. Andrew Service in Meissen for the Czars 
(Hirmer Verlag, Munich, 2004), p. 67. 

See Maureen Cassidy-Geiger, ‘Hof-Conditorei and Court Celebrations in 18" Century Dresden’, The International 
Ceramics Fair and Seminar Handbook, 2002, pp. 20-35. The duc de Richelieu visited the Meissen manufactory 
on 2 January 1747. A few days earlier, on 28 December 1746, he toured the Green Vaults and “das Porcellain- 
Magazin’, though whether this is a reference to the porcelain storage rooms in the cellars of the Japanese Palace 
or to the manufactory warehouse in Dresden is unclear. On 14 January, Richelieu was presented by the King with 
a jewelled shortsword and a service of porcelain that he presumably viewed beforehand on his visit to Meissen or 
to the ‘Magazin’ in Dresden: ‘Annoch ist anzumerken, daß H. Due de Richelieu mit einen sehr reich besetzten 
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[sic] Deegen, und starcken Porcell. Service, auch andern Porcell. Figuren und Auffsätzen von Sr. Kénigl. Majt. 
Beschencket worden, auch dal} H. Cammerj. Von Schönberg daß Portrait des Königs von Franckreich reich mit 
Diamanten besetzet vom Herrn Duc de Richelieu selbst erhalten hat.’ The Meissen service, which was actually 
delivered to Richelicu’s lodgings in Dresden, is probably among the ‘Porcelaine de Saxe’ sold by his estate on 
18-30 December 1788 (Catalogue de Tableaux, Portraits, |...| Qui composoinet le Cabinet de feu M. le Duc DE 
RICHELIEU |...] (Paris, 1788), pp. 102-111, lots 551-641), where there are quantities of Meissen tablewares 
variously described as ‘festonnés à ozier & boquets & filet dorés’, ‘a dessins de fleurs’, ‘dessins blane de relief 
& bouquets” and ‘a ozier & fleurs’. 

The influence of Meissen on the early production at Vincennes is often touched upon but has not yel been the 
subject of a concentrated study. For some further evidence of the contact between the French porcelain industry 
and Meissen, see the authors fortheoming article, ‘Meissen and France before and after the Seven Years War: 
Artists, Espionage and Trade’, to be published with the papers of a conference hosted by the Ecole du Louvre 
in September 2005. 

Casimir Stryienski, La mère des trois derniers Bourbons Marie-Josèphe de Saxe et la cour de Louis XV (Paris: 
Plon-Nourrit et Cie, 1902), p. 88. 

“Je n'avais pas encore vu des peintures en camaieu vert. [...]"; see C.-F. Vitahum d’Eckstadl (note 31), p.199. The 
Capidomonte porcelain manufactory in Naples likewise responded to the gift of Meissen porcelains in this palette 
sent to the Dauphine’s sister, Maria Amalia, Queen of Naples, by producing decoration in green monochrome. 
See Claus Boltz, ‘Ein Beitrag zum grünen Watleau-Service für Neapel’, Keramos, nr. 79 (1978), 5-24. 

See Sarah Lowengard, ‘Colour Quality and Production / Testing Colour in Eighteenth Century France’, Journal 
of Design History, 14, nr. 2, 2001, 97-98 and notes 24-25. Jochen Sander suggested, in a recent conversation, 
that one should perhaps see the Saxon royal green in a historical context, as a royal colour second in rank to 
Imperial purple, which would explain its adoption at the court of Saxony on the porcelains for the King of Poland 
and his children who were married to the Kings of France and Naples. 

This parallel was also noted by Julia Weber, Kunst als Instrument der Diplomatie. Der Porzellangeschenkaustausch 
zwischen dem sächsisch-polnischen und dem französischen Hof von 1745-1750 (unpublished MA Thesis, Rheinische 
Friedrich-Wilhelms-Universitat zu Bonn, Bonn, 2005), 

Meissen used only applied naturalistic flowers in its early to mid-eighteenth-century production, whereas the 
manufacture of loose flowers to be mounted on gilt-bronze stems, with leaves of hammered metal painted green, 
is a wholly French idea, practiced also at Chantilly. See Tamara Préaud, ‘The Origins and History of Porcelain 
Flowers in French Porcelain of the Eighteenth Century’, The French Porcelain Society Journal, 1. 2003, 47- 
5. About the porcelain flowers from Vincennes, the duc de Luynes remarked ‘Cette manufacture surpasse 
actuellement celle de Saxe pour les fleurs’ (Mémoires du Duc de Luyne sur la cour de Louis XV. 1735-1758 
(Parts: Firmin didot frères, fils et cie., 1860-1865), Vol. 9, p. Off. 

A number of engraved floral still-lifes after Monnoyer, for example, belong to the historical print collection in 
the Sévres archives: see the author’s ‘Engravings and Etchings in the Manufacture Nationale de Sévres: An 
Introduction to the Collection formed in the Eighteenth Century’, The French Porcelain Society Publications, 
Nr. XIV, 1999, fig. 13a. 

Gregor Weber lectured on this subject at a conference in Dresden in 2004 and in an email to the author, 
commented that besides two landscapes by Thiele and some still-lifes by Dubuisson and others, the majority 
of the paintings in the Queen’s rooms and private chapel were religious subjects, depicting saints, hermits. 
Madonnas, and the Holy Family, and in the Court Church, built during her reign, the altars were dedicated 
to the Trinity, with Mary and Joseph at the centre. Even the famous Bellotto view of Dresden places a humble 
family in the left foreground, which was perhaps a reference to the Holy Family, that is, Mary and Joseph. Dr. 
Weber's paper will be published. 

Mémoires du Duc de Luyne sur la cour de Louis XV, 1735-1758 (1860-1865), vol. 9, DA2TT: 

Archives du Ministère des Affaires étrangères, Paris, Correspondance Politique, Saxe Electorale et Royale, vol. 
39, fol. 345r.-345v; quoted by Julia Weber (see note 16), p. 57 and note 224. 

Staatliche Porzellanmanufaktur Meissen, Archives, Rapporte, nr. LAb33: ‘Rapport. Mense Augusli 1750, § 70. 
Es ist gchorsamst zu vermelden, daf auf allerhéchste Königliche Verordnung, Herr Commercien-Rath Helbig, 
und Herr Hoch-Commissarius Kändler, den 5. Aug. €. a. von hier nach Paris abgereiset, um [hro Kônigl: Hoheit 
Madame Dauphine den von Porcellain verfertigten Trimon|sic] und andere Stücken mehr, zu überbringen’. 
See Sächsisches Hauptstaatsarchiv Dresden (hereafter HStA), Geh. Kab., Loc, 2739, Des Staats-Ministers 
Johann Adolph Gralens von Loß Abschickung an den Königlich: Franzößischen Hof, und dessen daselbst geführte 
Negociation de Anno 1750, vol. XVIII, fol. 167-171. for the Layetle sent from Dresden. In the same volume. the 
illuminations mounted in Paris are described on fol. 430-432: ‘Projet d'Illumination pour Son Excellence Msgr. 
Le comte de Loss, Ambassadeur de Sa Maj. Le Roy de Pologne en France, à l'occasion de LAccouchement de 
Madame La Dauphine, Le quel sera executé par le Sr. Pochet, [luminateur ordinaire des menus plaisirs du Roy 
de France, conformément à ce qui fait et sous la direction du Sr. Puylieux fils Architecte. 

Seavoir: 

La Façade de l'Hotel de Son Excellence du Coté de La Rüe, qui compose environ Cent quarante huit pieds 
sur laquelle il sera elevé Neuf arcades cottées sur le dessein, signé de son Excellence, lesquelles arcades & 
Elevation seront ornées de ce qui Suite: 
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Prémierement l’Arcade du milieu de vingt un pieds et de haut sur dix de Large, ornée des deux cotés de deux 
figures, chacune de Sept pieds de Haut, dont lune represente Hebé, Déesse de la Jeunesse, L'autre Junon Lucine 
Déesse des Accouchements. La dite Porte sera surmontée d’un Cartel avee deux Ecussons aux Armes de France 
et de Pologne, dans un Grouppe de nuages, le toul soutenu par deux Renommées. Le surplus termine par un 
Pied douche, Orné de trophées avec les figures et Mars & Minerve et un soleil pour Couronnement. 

Les Quatre Arcades de chaque Coté seront executes suivant l'ordre du Dessein, dont les extremités représenteront 
chacune une fontaine couronnée et terminée par deux formes Pitoreques, dans chacune desquelles il y aura une 
Coquille ornée de Médaillons soutenues par des figures et surmontes d'un Globe d'Illumination sur lequel il y a 
une Renommée. Les deux extremités terminées par un amortissement en forme de Volupté. Toute la Balustrade 
sera ornée de Vases, avec des Girandoles sur des Pieds douches qui seront accompagnés de petits Amours, 
jouant avec des Guirlandes et Liére ou de Chesne. 

Nous soussigne Ministre de Cabinet et de Conférences, Ambassadeur pour le Roy de Pologne en France; lit 
aussi moy Pochet Iluminateur ordinaire des menus plaisirs du Roy de France, sommes convénues de ce qui suit: 
Savoir moy Pochet m'engage de fournir à son Excellence toute PTlumination [...] pour éclairer la Decoration du 
Dessein accepté par son Excellence dont la Description est ey dessus. De Luy faire construire tout la Charpente, 
menuiserie et peintures comprises dans le dit dessein pour le jour qu'il me sera ordonné par son Excellence, le 
lout pour le prix et somme de Deux mille Cing cents Livres laquelle Somme sera payee moilié au Commencement 
du Mois de Juillet prochain, et L'autre moitié huit Jours après |’éxécution. Et dans le Cas que Son Excellence 
m’ordonnera de renouvelle son Iumination, pour la régarnir sur le meme dessein, ainsi qu’il aura été fourni 
la veille Et tant de jours qu’il plaira m’etre ordonné par Son Excellence, me sera payé a raison de vingt cinq 
Livres le Cent de Lampions des quatre à la feuille. Sans que Son Excellence soit tenue d'aucuns autres frais 
d'Ouvriers, que de Sa bonne volonté: La quelle fourniture ne se faisant pas le dit Sr. Pochet pour les quantités 
que sous le Controle et certificat donné par le préposé de Son Excellence au dit Sr. Pochet pour Luy servir de 
Justification et realité de sa fourniture: Et dans le Cas que la fete n’aye pas lieu le dit Sr. Pochet se contente pour 
indemnité de la somme de Cinq Cents Livres que Son Excellence veut bien Lui accorder. En foy De quoy Son 
Excellence et moi avons signé le present qui a été fait double pour servir et valoir ce que de raison. À Paris ce 19°. 
Juillet 1750. 

Signé Pochette [sic]. 

“Jai vu aujourd'hui le present que le roi de Pologne a fait A Mme. la Dauphine. On l’a établi dans le salon au 
bout de la galerie, vis-à-vis celui de la Reine (c'est ce qu'on appelle le salon de la Guerre), et Von a mis devant 
une barrière. C'est, comme je l'ait dit, un trumeau d’une très-belle sculpture representant Apollon et les neuf 
Muses. Au-dessous du trumeau est une bordure de table, par faitement bien sculptée, avec le pied, aussi d’une 
très-belle sculpture; le tout d'un dessin agréeable. A côté de la table, deux grands guéridons, aussi tout en 
sculpture; des bras avec des babèches attachées au trumeau; ces bras sont dou bles, mais ils n'accompagnent pas 
assez la glace qui doit être mis dans ce trumeau: il y a meme une branche qui s'écarte de la glace, de maniére 
à ne pouvoir pas être d'usage. Le total est en porcelaine blanche, ce qui fait que du premier coup d'oeil on croil 
que Cest de parfaitement belles sculptures en bois blanchi, toutes prêtes à dorer, La glace qui doit être dans le 
milieu paroit être un peu étroite; la bordure de celle glace n’est point perpendiculaire comme sont plusieurs de 
celles de nos cheminées: elle a différents contours qui suivent le dessin general. On a remarqué que la table 
qui est au-dessous du trumeau est un peu pelite par rapport audit trumeau; les guéridons aussi trop petits. A 
examiner le tout en detail, on ne peut voir un dessin mieux choisi et plus parfaitement executé. II rest pas encore 
décidé où le trumeau el ses accompagnements seront placés; it est trop haut pour l'appartement de Mme. La 
Dauphine, comme je l'ai marqué. Cet ouvrage a élé très-long à executer, ce qui est fort aisé à croire, On avoil 
pris les mesures sur le grand salon de l'appartement que Mme, La Dauphine a occupé dans le commencement 
de son marriage, et ce salon est beaucoup plus haut que l'appartement où loge actuellement Mme. La Dauphine.” 
Mémoires du Duc de Luynes, vol. 10, pp. 331-332, (note 49) dated 11 Dec. 1750; Mme. de Luynes’ remarks on 
the gift are noted by her husband in his report of the previous day (pp. 329-330.) 

HStA. Geheimes Kabinett, Loc. 2739, Des Staats-Ministers Johann Adolph Grafens von Loss Abschickung an 
den Küniglich-Franzüssischen Hof und dessen daselbst geführte Negociation de Anno 1750, vol. XVIIL, fol. 
555 verso: “Les Parcelaines que le roi a envoyées à Madame la Dauphine étant arrives ici, je me suis donné tous 
les mouvemens possibles pour procurer à ceux que Sa Majesté en avoit chargé, Vaisance dont ils on eu besoin, 
pour s‘acquiter de leur Commission, me raportant avec la permission de Votre Excellence au detail que Mr. 
Helbig aura l'honneur de Lui faire à ce sujet. Le Trumeau a été exposer au Salon de la Guerre a Versaille, où je 
fus present lorsque le Rai T.C. l’a vû et Sa Majté l’a trouvé de la derniere beauté. Malgré l’aprobation presque 
eénerale que cet ouvrage a efi de ceux qui l'ont vô, il n'a pourtant pas été entiérement a Vabri de la critique a 
laquelle rien n’échape dans ce pays-ci, puis-qu’il pretend, que la largeur n’étoit pas proportionée a la hauteur 
de cette belle piece, 

Abraham L. den Blaauwen, Meissen Porcelain in the Rijksmuseum (Amsterdam, 2000), cat. 328, called “The 
Muse Urania”, and R.J. Charleston, Meissen and other European Porcelain (Fribourg: Office du livre, 1971), pp. 
146-147. cat. 48, called ‘Figure of Fortitute, Part of a Table Centre-piece. Since the porcelain mirror frame was 
described by de Luynes as white, Selma Schwartz has rightly questioned whether the two enameled figures could 
derive from the French gift; it is possible they derive from the copy produced for the 1900 French Exposition. 
which is likewise lost. 
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Maureen Cassidy-Geiger, Schwartz Porcelain — Beiheft (Munich, 2004), Anhang 5, pp. 68-77; noted on p. 70. 
Gustav Klemm, Die Kéniglich Sächsische Porzellan- und Gefdsse-Sammlung |...| im Japanischen Palais zu 
Dresden (Dresden, 1841), pp. 80-83; the Bouquet was one of the ‘Meissen’ masterpieces exhibited in the 
Treppenraum, which was installed as a testament to Kindler’s talents. 

This reappraisal may have prompted the French ceramic manufacturers Samson to produce their version of the 
model; see Florence Slitine, Samson, genie de limitation (Paris: Massin, 2002), p. 82. 

According to Anette Loesch, the Bouquet never left Dresden during the war. 

Normally termed ‘table services’, such services included tureens as were needed for the first courses as well as 
the figures needed for the dessert and coffee-and-tea wares used for refreshments normally laken away from the 
lable. Given the mix of models and functions represented in a single Meissen service, Ivan Day has suggested 
they were perhaps meant to set a table ‘en ambigu’. 

HStA, Geh. Kabinett, Loc. 3302/6, Des Legation-Rath Pezolds Correspondenz aus Petersburg 1744, 1745, fol. 
30r-32v. 

For illustrations, see K. Butler, Meissner Porzellanplastik des 18. Jahrhunderts. Die Sammlung der Ermitage 
(Leningrad: Aurora-Kunstverlag, 1975), nrs. 30-44 and 50 and 52, for example. 

HStA, Geh. Kab., Loc. 789/1, Die Vermählung der Kônigl: Prinzessin Sr. Mariae Josephae Hoheit mit des 
Dauphins von Franckreich [...|, fol. 385r-386v. 

HStA, Geh. Kab. Loc. 789/1, Die Vermählung der Kônigl: Prinzessin Sr. Mariae Josephae Hoheit mit des Dauphins 
von Franckreich |...|, fol. 278-279. 

HSA, Geh. Kab. Loc. 2738, Des Staats-Ministers Johann Adolph Grafens von Loss Abschickung an den Kénigl: 
Franzossischen Hof |...|, fol. 368r-369v. 
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